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NOTE 
By rue ‘ EDITOR.” 


—— 


Miss Simmons, Madame Vandyck, Monsieur Givre, 
Monsieur de Alvez, and Mr. Walter Humphrey may 
be said to form a little committee which splendidly 
represents the best teachers of the Tango. I asked 
these ladies and gentlemen to write a description in 
popular language of what they considered to be the 
fundamental figures of the much-discussed dance. 

They were given absolute carte blanche as to which 
figures they described, and, of course, I have left their 
description exactly as written. 

Now, in spite of the popular impression that every 
teacher is showing a different Tango, and that it is 
impossible for the pupils of one teacher to dance with 
the pupils of another, it is very interesting to note 
what a remarkable resemblance there is between these 
various descriptions. 

It is evident that the most important figures are: 
(1) the Walk, (2) the Corte, (3) the Scissors, (4) the 
Huit, and (5) the Media Luna. The various descrip- 
tions of these figures are practically the same—the 
only serious point of difference is seen in the Corte 
of Monsieur de Alvez. 


THE GUIDE 


TO 


THE TANGO 


Contuining the theory and description of the dance by the 
following eminent professors:—Miss Murirn Simmons, 
Mme. AticE Vanpyck, M. Grvrg, (late) of the Opera, 
Paris, and the Ecole Polytechnique, M. Raovuu bE ALVEZ, 
Mr. WALTER Hunpurey, and Mr. W. F. Hurnpatr; 
with photos and studies of the movements and a theory on 
the compositicn of the music for the Tango hy Mr. ARTHUR 
DE Broxc (Composer of * Carancho”). 


Elited, with ao Pr fuve, hu 


PJ. 8 RICHARDSON, 


F Liitor og the * Paneiag Uines” 


THE TANGO. 


al few words of introduction by the Editor of 
the © Dancing Times.” 

According to Mr. Edward Scott, who is an acknow- 
ledged authority on anything appertaining to the 
history of dancing, the Tango is of negroid origin, 
and is probably a direct off-shoot of a decidedly 
objectionable dance called the “Chica.” On the other 
hand, M. Jean Richepin, the French poet, during the 
course of his recent address to the Members of the 
Institute of France, traced the Tango back to the 
golden days of Greece, and pointed out that he had 
seen in our own Jritish Museum relics of ancient 
Thebes representing girls dancing the ‘Tango in a 
raiment of golden thread. 

It is just possible that both these gentlemen are 
wrong: it is equally possible that both are right. 
Let us content ourselves with believing that the Tango 
is unquestionably of very ancient lineage. 

But though the Tango as a dance is not new, it 
is only during the last few years that any attempt has 
been made to introduce it into our ball-rooms. 

It came to Europe, probably not for the first time, 
from the Cabarets of the Argentine, and found a 
home in the night cafés of Montmartre. From the 
purlieus of the Place Pigalle and the Place Clichy 
it came down the hill to the Cafés of the Avenue 
de l’Opéra and the Grands Boulevards, dropping on its 
way a few of its more objectionable gestures. 

The dancing masters of Paris soon saw that here 
was a dance that could be adapted to the needs of the 
ball-room, and one of the first to take the Tango in 
hand was M. Robert, who launched his ball-room 
version on Parisian society somewhere about January, 
1911, about which time the paper “ Excelsior” 
published photographs of M. Kobert dancing the 
‘Tango with Mlle. Mistinguette, which were reproduced 
in this country by the “* Dancing Times.” ; 

The original ball-room version of the Tango 
differed considerably from that now being taught hy 
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the best teachers. It was still too theatrical, there was 
much arm movement and many changes in the 
positions of the partners. Therefore although a good 
deal appeared in the English press about the dance, it 
was not surprising to find that the dance, as a whole, 
did not “ take”’ over here. In Paris, however, it made 
more headway, a big fillip being given to it by the 
competition organised by “ Excelsior” and held in the 
“Theatre Femina.” Later on in the year at Dinard, 
where M. Robert holds summer classes, and at other 
Casino towns it achieved a certain amount of 
popularity. 

The dancing of Oscar (brother, by the way, of 
Maurice) at the London Hippodrome, first with Regine 
and afterwards with Suzette in the early part of 1912, 
revived the interest in the Tango in London. Oscar 
told me that he learned his Tango from some South 
American friends. About this time I notice that 
several teachers of dancing began to include the 
Tango in their announcements, and Messrs. Francis, 
Day & Hunter judged the dance of sufficient import- 
ance to warrant the publication of a special tune for 
it, entitled “La Belle Créole,” by R. Farban, which 
has since met with a considerable amount of success. A. 
little later on in the year Miss Phyllis Dare and Mr. 
George Grossmith danced the Tango in “ The Sunshine 
Girl”’ at the Gaiety to music by Paul A. Rubens, 
published by Messrs. Chappell & Co. 

But it was during the summer months of 1912 
that the Tango really began to take a form suitable for 
the ball-rooms of this country. At Dinard, Trouville, 
and such-like places new versions were exploited which, 
though differing slightly from each other, were in the 
main the same, and all were shorn of those somewhat 
sensual features which made the original versions 
impossible. 

On the return of the holiday makers to ParisYnew 
life was given to the dance by the introduction, from 
Morocco, of those delightful functions known as “ Thés 
Dansants,”’ which have since spread to London. Over 
here in October, 1912, people began at last to think 
seriously of the Tango, and teachers began to get busy. 
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With the commencement of the last London 
season the Tango really began to obtain a footing in 
England. The dancing of Duque and Lina at the 
Hippodrome, and more especially of Maurice and 
Florence Walton at the Alhambra and at “ Prince’s,” 
appeared to have thoroughly whetted the appetite of 
Society for the new dance. The salons of the leading 
teachers were crowded every afternoon with men 
and women all intent on mastering its intricacies. 
“Tango teas” have been very much in favour, and 
well-known people, such as the Duke of Manchester, 
made up frequent parties, at which the Tango was 
taught by the Waltons and other well-known teachers. 

I have only heard two genuine objections to the 
Tango: firstly, that it is an indecorous dance; secondly, 
that it is too dithicult and complicated to learn. 

Now, those who say that the ‘Tango is an indecorous 
dance say so either hecause they have read that it comes 
of a very low origin, or because they have seen it danced 
in an objectionable manner. If they object to the 
Tango because of its low origin, they should, to be 
consistent, refuse to know some of the greatest people 
in the land because their ancestors were possibly swine- 
herds. ‘The whole of our modern civilization has 
developed from very rude beginnings. If they have 
seen the Tango danced indecorously, then they have 
not seen the ball-room Tango danced as it should be 
danced. ‘The dancers were at fault, not the dance. 
The old waltz, which many people consider to be the 
only true ball-room dance, can much more easily be 
made objectionable than the Tango. 

The complications of the Tango are more apparent 
than real. Any average dancer can master in a few 
lessons three or four of the fundamental figures, and it 
will be found that all the other figures are but slight 
variations of these. Lead the descriptions given in 
this little book. They will give you an excellent idea 
of the figures. Supplement this reading with a visit to 
the teacher, and in a very short time you should be a 
fair tangoist. 

Puinip J. 8S. Riciarpson. 


THE TANGO. 


By Miss Murizet Simmons 


(Associate with Professor Robert, of Paris). 


This beautiful but much abused dance has taken all 
London by storm just as it did Paris three years ago. 
Parisians in great numbers are still being taught, and 
Londoners who have only just made its acquaintance 
are yielding whole-heartedly to its fascination, though 
they cannot yet realize all its charm, nor what the 
dance really is. At present their ideas on the matter 
are very vague, owing to the various forms in which 
the dance is being presented by different professors. 
Many so-called Tangos are being danced on the stage 
and in our ball-rooms which bear no resemblance 
whatever to the original. Some of these interpreta- 
tion are fantastic, many acrobatic, and all absurd; in 
fact, so much so that any Argentine or expert Parisian 
would on seeing either of these exhibitions be com- 
pelled to ask, “‘ What dance is this?” As a dance the 
Tango is all that is alluring and obsessive. You see it 
danced only to feel you must yield to its influence, and 
become one of the many who are helping to establish it 
so firmly in so conservative and difficult-to-move a circle 
as London Society. 

Strange as the fact may seem when considering the 
surroundings and the atmosphere of the Argentine in 
which it achieved its present development, it is at its 
best and exercises its greatest charm when given with 
an elegant environment. 

There is one cardinal point about the Tango which 
the English people must recognize. To give the dance 
correctly the steps must be short ones, and all made 
neatly. 


In endeavouring to convey the natural thing here, 
one is handicapped by the limitations of the English 
language. The Varisians convey it much more 
expressively with “Il faut bien placer les pieds.” 
Many Argentines actually dance it in a square yard of 
space. Secondly, all heaving of the shoulders and 
sliding of the feet are inadmissible. All movement 
must be from the hips, and the feet must always be 
lifted; and it therefore presents, as will be readily 
seen, no difficulty of accomplishment on a carpeted 
floor. 

No student of dancing can be surprised at the vogue 
the Tango so speedily attained in London Society. 
Properly danced, it leads to the cultivation of grace in 
both deportment and movement, and the daily increas- 
ing number of applications for lessons and exhibitions 
of the dance made to the leading professors is a 
convincing proof to me that the Tango has not only 
come to charm, but also come to stay. 


THEORY. By Miss Mcries Simmons. 
1L—LA MARCHE. | 7] 


Gentleman walks four steps forward, starting on right 


L- _ foot. 
Lady walks four steps back, starting on left foot. 
- 
2.—LE CORTE. 

Gentleman’s step.—Right foot for- 

ward ... Count... 1 
Left foot to left and draw right ne 

to left eee : . sae Ghd? 
Step back with left foot... ie eines 
Tause during 1 beat, se right 

toe slightly oad : wa yy ove. of 


Lady does opposite, stnstg with 1. foot. 
10 


- 
3.—LES CISEAUX, IS 
(a) En Quatre. 
Gentleman crosses right foot over 
left and walks four steps to left, 
turning on the fourth ... .. Count 1, 2,3. 4 


Gentleman then crosses left over 
right and walks four steps to right, 


turning on right ... = .. Connt 1, 2,3, 4 
~ — 
(4) Ex Deux. J 
Gentleman crosses right over Jeft and - 
turns on left Moa Count 1,2 
Gentleman crosses left over ri right aml 
turns on right... ae ate. “aay 3, 4 


4—LE HUIT CROISE, / 6 


Gentleman ste}:s forward on left foot Count 1 
Crosses right over left... ee 
Draws left foot up to right... fe ; 
Steps back on right foot . ol 
Crosses left over right... ae me 2 
Draws right foot up to left... » 3 


5—LA MEDIA LUNA. / 


Gentleman steps forward on right 

foot . tw Lnane danas 
Steps to the left on left foot ... | Wier erent 
Draws right up to left 


“Step back with left ay 
» tothe right with rigut ... | » 38 aad A 
Draw left to right Mice wae J 
a 
6.—LA PROMENADE. 7 


Gentleman steps forward on right.. 
. left and Count 1 vid 2 
brings right up to left - 
Step forward on left... che ss 3 
Pause 1 beat... = % 4 


im 


THE TANGO. 
By Mapame Anice Vanpyck, 


The Tango is a Spanish equivalent of the old-time 
minuet, and, properly danced, combines in itself the 
chivalrous grace and courtliness of the high-born 
Spaniard of ancient days. The initial four steps, viz., 
El Paseo (The. Walk), El Corte, Las Tijeras (The 
Scissors), and La Media Luna (The Half Moon) 
are, I consider, the equipment of the ordinary ball-room 
dancer, but many eagerly take up the additional steps 
which are a feature of this graceful and attractive 
dance. 

I have seen a Tango danced in a manner expressive 
of all that is brightest and best in our social life, and 
again made to appear nothing more than the prancing 
of high-spirited colts, as well as in a variety of ways 
between these two methods. But these departures 
from the true Tango are merely due to a misunder- 
standing of the dance, which is in its true form beyond 
criticism. 

To me the Tango typifies the very poetry of motion, 
nor—except where a wilful attempt to debase it is 
made, and this is easy of accomplishment in any 
sphere—can I see the possibility of, nor any reason 
for, any objection being raised to the introduction of 
the dance anywhere, nor any ban placed upon it, under 
any misapprehension as to or misconception of its 
nature, having power to stem the popularity the dance 
is achieving, and fully deserves. Its grace and its 
fascination to me, as to thousands of others, are 
undeniable, and I welcome it to our circles as one of the 
most delightful and attractive dances introduced into 
London Society for many a day. 
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THEORY—TANGO ARGENTINE. 
PASEO. 


Four walking steps, Gentieman moving forward. 


“corte. f 

The Gentleman makes a step with right foot forward, | 
places left foot in the same lino a little slanting in 
front, brings the right foot near to left with a small 
step, places the left foot behind, well pointed, changes 
the weight slowly from right to left. Tady does 
exactly reverse. 

EL OCHO. \ 

The Gentleman does a step to side with left foot, 
crosses the right foot in front, makes another step to 
left, then makes a step to right and makes the three first 
steps alternately to left and right. Lady the same, 
commencing with right foot. 


mepia Luna.. /F 

After a little walk forward the Gentleman makes a 
step with the right foot forward, places the left a little 
to the side on the same line, and brings them together 
by drawing up the right to the left; this is reversed, 
starting with left foot behind. The Lady does the 
reverse throughout this step, commencing with left foot 
back, as Gentleman goes forward with right. a 


EL PASEO DE LAbo. V > 
The Gentleman does a step with the left foot to the 
side, crosses the right in front, makes another step with 
left, bringing the right lightly behind; this can be 
done repeatedly to left, then turn and repeat in the 
same way to right. Lady uses opposite foot. 
14 


f\ 
LAS TIJERAS. @ 


.. °The Gentleman makes a step with the left foot to the 
side, crosses the right in front, makes another step to 
rut \ left in same direction, crosses the right in front again, 
F places left foot lightly to the side with toe pointed 
inward, crosses left foot over right, makes another step 

with right, and so on, making four steps to left an 
V with right, and king four steps to left and 
four steps to right; the whole step is then repeated 
with two steps instead of four, Lady using opposite 

foot all through. _ 
2,5 


VOLTEO. 


\ ~ The Gentleman places right foot behind, makes a 
\-atep with left to the side, places right foot in front, 
we Fie another step to left, and so on, Lady starting 
aX e'with opposite foot. 
‘\ These are a few of the most generally known steps. 
There are many others to be learnt. 
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CASTORA. TANGO ARGENTINO. 


SNe! TANGO [sh 
| ARGENTINO. 
AN A MN 


7 Music by 


Monsieur GIVE. E ce BILBAO. 


ro ee __ 
= 33 ~— — 
a a 


CASTORA. TANGO ARGENTINO. 
Explained by Monsteur Givre, 


{late) Grand Opera House, Paris, and Teacher of Dancing at 
UKcole Polytechnique (Chief Military College of France). 


INTRODUCTION. 


The most remarkable thing in connection with the 
Tango in this country was, to me, the objection raised 
in certain circles to its use in ball-rooms. The Tango, 
danced correctly, is one of the most graceful and 
decorous dances, giving 
less opportunity for any- 
thing suggestive or un- 
pleasant in movement 
than any dance I know. 
I feel sure that this 
objection is based on a 
misunderstanding of its 
nature, or on some s0- 
called exhibition of a 
form of the dance for 
which there is no author- 
ity, and in which the 
perverted mind, which 
can debase or vulgarize 
anything, had given it- 
self full scope. 

One of the errors to which the dance is subject is ° 
that the holding by the Gentleman of his partner at 
close quarters is necessary. Nothing is further from 
the truth. 

The Gentleman should hold his partner above the 
waist with his right hand, remaining, however, further 
away from her than he would in an ordinary waltz. 
Thus the Lady will more easily follow his movements 
and take the direction in which he will have to guide 
her. The position of the left hand never varies. At 
starting the partners should face one another. 

All the figures from start to finish should be effected 
with absolute smoothness, and there must be a complete 
absence of all jumping, or hopping, or sudden move- 


INTRODUCTION. 
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ment. The order of rotation in which the figures are 
danced is entirely at the dancers’ pleasure. Below I 
explain a few of the more important figures; but the 
Argentine Tango is a dance which has a great variety 
of movements, and in order to become a really efficient 
Tangoist it is advisable for the pupil to seek the 
assistance of a good teacher who will be able to initiate 
him into the seerets of this interesting and graceful 


dance. 
THEORY. 


In the following theory I give the steps to be taken 
by the Gentleman. The Lady’s steps are similar, but 
done inversely unless otherwise stated. 


cpa tt cg TE 

EL PASEO (Tur Wark). A“ o> 
A slow walk which should be carried out indiscrimin- 
ately forwards or backwards, each step occupying two 
beats. Forwards: Place 
the toe of the right foot 
forward (one beat), drop 
the heel, and at the same 
time raise the left foot 
(onebeat). Similaractions 

with the left foot. 


LA MARCHA/* 

(Tue Marcu). ¢ 
Walk slowly forward, 
one step to each beat, 
being careful to place the 
toe on the ground first and 
to bend slightly on the 

LA MARCHA (The March). completion of each step. 


EL CORTE (Cocrr). G- 

Bring the right foot forward, carrying the left toe 
in front of the right foot, lightly strike the right foot 
behind the left, raising the Jatter at the same time 
(two beats). Carry back the left foot behind the right, 
slightly bending the left knee and raising the point of 
the right foot (two beats). 
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EL MEDIO CORTE (Dem Covrr). 


First bar: first beat, carry right foot backwards ; 
second beat, carry left foot to the left side, slightly 
pivot outwards. Second bar: left foot behind right. 


LA MEDIA LUNA 
(THe Hatr Moon). 


This is nothing but 
the ‘‘corte” repeated 
backwards and forwards. 
After having carried out 
the three first movements 
described in the “ corte ”’ 
(two beats), carry the 
left foot behind the 
right, carry the right 
foot hehind the left, 
slightly to the right, 
strike the left foot before 
the right, and slightly 
raise the latter (two beats), then repeat the “corte” 
and close with same (four beats). 


PASEO CON GOLPE (Tue Srrme Watk). y 


First bar, first beat : cross the right foot before the 
left, cross the left foot before the right, strike the 
right foot behind the left, and at the same time raise 
the latter from the floor. Second bar, first beat: carry 
the left toe to the side, keeping the leg straight ; 
second beat : place the left heel to the floor. 

The “ Paseo con Golpe” is also carried out in the 
following manner: After having done the movements 
described in the first bar as above, place the left foot 
to the ground and start the whole again four times, 
finishing with the “corte.” This figure, which is 
generally danced thus, may shock the ear of the dancer 
who is not used to Spanish dances, owing to the steps 
which are struck against the time conveyed by the bar, 
but the final “ corte”’ places the dancer once more in 
perfect harmony with the music. ‘‘ Kl Paseo con 
Golpe ”’ contains eight bars. 
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EL CORTE (Coupe), 


4 


EL OCHO (Tue Eicur) *}- ) 


Is only a continuous march step, which is ¢arried out 
by passing one before the other alternately (one step, 
one beat), the Gentleman passing before his partner on 
the second beat, and then each dancer before his partner 
every third beat, and the figure ending with a “corte,” 
though it is sometimes joined on to “ Las Tijeras.” 


LAS TIJERAS’,/ 
(THe Scissors). : 


Starting with the right 
foot, take three steps 
towards the left; then 
carry the left toe to the 
left, slightly pivot in- 
wards, and finish by 
raising the left foot 
from the ground; repeat 
the same steps to the 
right, starting with the 

3 left foot (one step, one 
beat). ‘This step can also 
be done by changing 
direction every other step. 


LA RUEDA (The Wheel). 


LA RUEDA (Tue Wuerr). “?) © 


This movement is preceded by two paces of the 
*«Paseo con Golpe” (see above). The Gentleman 
then crosses his right foot over the left and turns slowly 
on the left, finishing with the “corte.” While he 
carries out this turning movement (called in coreography 
“assemblé soutenu en tournant”), the Lady does six 
march steps round him. The complete figure contains 
eight bars. 


ARGENTINE TANGO. 
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THE ARGENTINE TANGO. 


By Raou. pe ALvez, 


Professor of Dancing, Buenos Aires, where he was well 

known and took several prizes for his Tango dancing. 

allsa well kuown in Paris, where he took the first prize at 
the Theitre Femina in VQl2 and at Magie City in 1913. 


The Argentine Tango as it is danced to-day 
embraces such a multitude of variations of the original 
figures—due to the inventiveness or the individuality 
of the experts and their, perhaps, natural desire to be 
famous for, or associated with, a ‘Tango of their own— 
that it would be a monumental, if not an impossible, 
work to describe them all; but we will endeavour to 
convey to the student the steps and figures which 
form the basis of this fascinating dance and which 
may be truthfully described as the read Tunyo. 

One of the principal things to be remembered is 
that the body should remain perfectly rigid, all the 
steps being performed only and solely with the feet. 
The only other movement allowed is a slight bending 
of the knees,-and even this must not be exageerated, 
but remain almost imperceptible. No effort Of move- 
ment must be apparent, as this would render it less 
characteristic in effect and mar the accuracy of the 
dance. 


EL PASEO. 
st Bietre. 


The Gentleman, starting with the right foot, 
advances slowly, as if walking, but always with a 
slight bend of the knee at each step. The Lady does 
exactly the same step, but commences with the left 
foot. This is repeated backwards and forwards alter- 
nately during & or 10 bars of music. 
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~ EL CORTE. 
2np Figure. 


For this figure take one step forward with the right 
foot and another with the left foot, then raise the 
right foot to bring it down with a knock, then draw 
back the left foot, placing it close to the right, and - 
immediately place the right foot behind. This is 
repeated several times, and the Paseo is re-commenced. 


EL, CRUZADO. 
38RD FIGuRE. 


Advance the right foot, keeping the left far behind, 
then raise the left on the toe, half a turn or twist on 
the right foot, and the left foot should be brought 
forward and crossed over the right, one long step 
backwards and another forward with the same foot, to 
re-commence the figure. After repeating this several 
times, the Gentleman draws the Lady towards him, 
makes a very slight pause, and the Paseo is re- 
commenced for another 8 bars of music. 


C CORTE CON QUEBRADO. 
dro Ficure. 


This figure consists in crossing the feet alternately, 
one over the other, moving slowly round the room, the 
Lady starting with the same foot as her partner. For 
this the Gentleman must hold the Lady sidewards, not 
face to face. A slight inclination of the knees, as if 
with the intention of kneeling, should be done at each 
step. . 


EL GOLPEADO. 
dra Figure. ° 


Whilst keeping up the step of the Paseo, the dancers 
should suddenly bring down the right foot, with a 
knock of the heel. Then taking one step to the right, 
the knock should be repeated with the left foot ; and so 
on, until the next figure. 
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LA RUEDA. 
6TH FIGuReE. 


The Gentleman stands perfectly still, crossing one 
leg far over the other, gradually twisting ‘round and 
bringing the other foot over the first. Meanwhile the 
Lady moves round him in a circle, keeping at a certain 
distance, and vith a chassé step. When this has been 
done three times, the Gentleman draws the Lady to 
him as be ie makes a slight pause, and starts the 
Paseo again. 


CRUZADO CON CORTE. 
7TH Fictre. 


Place the right foot well over the left, bringing the 
left behind again, raise the right and place it with a 
knock close to the left, cross the left over the right, and 
take exactly the same step with the right as before with 
the left. ‘This figure is really the same step, taken 
first to the right, and then to the left, the Lady forming 
a half circle backwards and forwards, whilst the Gentle- 
man moves but slightly. It should be danced in the 


shape of a fan. 
LA MEDIA LUNA. 


SrH Figure. 

Advance the right foot, bring up the left, just like 
the polka step, then bring the left foot behind the lett, 
and repeat the polka step. It may also be explained as 
follows : first take one long step forward, to be followed 
by two very short steps, then backwards one very long 
step, and two very short ones; then shorter still, 
counting 1,2 2,3, backwards, and the same forwards. 
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A DESCRIPTION OF TWELVE 
GENERAL ‘‘TANGO STEPS’’ FOR 
THE BALL-~ROOM. 

By Warrer E. Humpurey. 

R. signifies right, L. signifies left. 

Partners are held in the ordinary position, except 
that the gentleman’s rx. hand is held about 6 inches 
above the lady’s waist-line, the fingers curved down- 
wards, and the lady’s L. hand is placed flat on the 
gentleman’s x. shoulder-blade. There are one or two 
other positions for holding partners, such as, one couple 
standing side by side, or the gentleman standing a 
little in rear of partner, but these are not very general 
in ball-rooms. 

It is not intended that these steps should be considered 
the only Tango steps, nor is it necessary to dance all 
of them, but they are those generally met with. 


1.—KEL PASEO (Tir Wank). 


Step forward with r. foot ... ... Count... 1 
“9 99 tie gs 46 ee. 35 amg 2 
55 rs x. and 1. feet a5 13, 4.9, 
alternately j 6,7 
Step obliquely to 1. and extend r. 
foot to R. side... a “6 8 


Repeat the above in a backward ieatiiane but keep- 
ing to the proper direction round the room. 
This step, with the Corté, is an intern: liary for the 


other figures. : 
Vv 2—LE CORTE. 
Side by side. , 


Step forward, r. foot ahi .. Count... 1 
$5 39 Tee 55 re se 465, wee OO 
» backward rk. ,, eu ass ey 3 
” ” I. gy donc aoa 9 ~ and 

At the same time advancing rx. 
heel point to floor ian a 


lepeat this two or three times balers changing to 


another step. 
: 27 


3.—MEDIA LUNA (Hatr Mooy). 


Swing r. foot round sideways to the 
front ay 

Glide 1. foot up past the x. toe and 
on to the front, crossing Rk. 

Close x. foot up behind 1. heel, 
changing weight on to k. 

Swi sd L. toot round egies to the 

ack 

Glide r. back past 1 L. heel and on to 
the rear, crossing behind . 

Close 1.. back to x. toe and alates 
weight on toL. ... 

Repeat 4 or 8 times. 


—SCISSORS 
Isr Parr. 
Step r. foot across front of 1. 
L. ,, to. side is 
R. ,, across front of 1. 
Resting lightly on L. toe and moving 
k. about 3 inches towards L. 
Point L. foot extended to 1. side . 
Step 1. foot across front of R. 
“4 RB. 4, tor. side 
I. ,, across front of k R. - 
Resting lightly on k. ad and as 
before na a 
Point x. foot extended to R. “side . 


2xp Parr. 

Step r. foot across front of 1. 
Resting lightly on 1., as before 
Point L. to side , 
Step L. foot across front of R. 
Rest on r., &e. 
Point x. to side 
Step R. across to 1. tce 

» I. ” R. yy 

ago hi. 

5» toL. and rise oi it, R. “petonded 

to side 
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Count . 


” 


. Count... 


1 


. and 


ie 


~ 


1 


» aud. 


2 


~ and 


8 


1 


» and 


»—TIALF TIME STEP. 
Standing side by side. 


» forward rR. foot, taking 2 beats Count ... 


” L. ” ~ ” ” 


‘he 2 steps ... 


St... \ward rR. foot, 1 beat <3 
” ” 1. ” 1 ” ch hd ” 
” ” R ” 1 ” ” 
” ” I ” 1 ” ? 


Tango Step twice 


yp 6—LE CORTE. 
Ordinary position. 


Step forward r. foot oT ... Count ... 


” » lightly on L. toe 
,, backward on to t. foot 


Repeat «al /ib. 


” 


” 


7.—THE OPEN WALK. 


Step forward r. foot 2 ... Count ... 


Point L. foot at rear, extended 
Step forward 1... foot 
Point x. foot at rear, extended 


Repeat 


Step back r. foot ... 

Point t. foot backward, petendel. 

Step back 1. foot ... 

Point r. foot backward, extentied .. 

Repeat R. back te 

Rise up on L. foot at side and ex- 
tend rR. foot, “ point ” 
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1 


. and 
» 


8.—TAP STE 
Walk four small steps forward ... Count ... 1 to 4 


(The lady makes a quarter turn to R., to come side 
by side with partner. ) 
Step two steps forward, Lady r. and 


Gentleman 1.. ‘ ... Count... 5,6 
Beat x. heel to floor’ it in front. Bane Mae Sake 
” ” » atsideofi.... ., ... 8 


9.—LE RONDE. . 


Cross R. foot behind 1... we Connt... 1 
Step 1. foot to side ... ‘ 2 
Place x. foot to 1. heel i: 3 
Lift i. foot, point ... ee 4 
Cross L. in front of R. 4s 5 
Step r. foot to side... te 6 
Place L. foot to r. heel 4 7 
Lift r. foot, point ... 4 8 


The Lady commences this sep vith 1. in front, &e. 


~ qo orca, 
The Gentleman stands with his fect crossed, x. foot 
over 1.., toe to toe. 
The Lady will chassé in a forward direction 
round him. The action of her step causes 
his feet gradually to reverse their position. 


(A la Valse Pivot) sis .. 6 beats 
Gentleman R. foot | Step forward and point | ., 
Lady ie 55 _ opposite foot (5 
11.—THE EIGHT CROSSES (Heit Crotsi). 
Advance the xr. foot in front of 1.... Count... 1 
Place L. foot by side of k. ... yee HE 

» Rk. 4, behind 1. tt wy Bia. oD 


Advance the 1. foot in front of R. 5p. aoe 8 
Place x. foot by side of 1. yee ed 
» L. 5, behind r. 2 yee 4 


The Lady performs the same steps, commencing 
with the other foot. 
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‘ 12.--TH}) FAN. 


Cross x. foot over . oc .. Count... 1 
Step to side with 1b. foot... xe 2 
(ross k. foot over L. és 3 
‘Touch the floor at 1. side with r. foot, 

and sharply twist the foot upwards 

with a circular action, bringing the 

1. knee to partner’s R. knee, and 

having the foot out at back, the 

lower part of leg horizontal =... =. we 4 
Repeat this 1. over r., Ke. ... tee. . ee : 
(‘ross R. over L. and twist 1. i due we, 2 

5 de oe 5 R. . s,4 

” R » I. ” I. ” D, 0 

gy ke ag RR ‘5 R. <“ re 

13.—LITTLE TANGO. 

lest on rR. foot at side SERRE 

slightly ton.) ... ; . Count... 1 
Rest very lightly on 1.. toe .. eee ed 
Cut up to it with r. (which takes its 

place) . is. oan. 3S 
Rest over on to 1. foot extending 1 n. 

to R. rear. 5 Gis» itgsi’ lake ab 
Pause on 1.. in 1 that position ie np ase 


Repeat three times in same direction, but on the last 
(fourth) time transfer weight back on to x. (to free 
the 1.), and repeat in the opposite direction. 


14.—TANGO. 
Step forward r. foot si .. Count... 1 
és lightly on L. toe Sie Sy eee, ME 
Bring r. foot tot. heeland rest onit ,, ... 2 
Step backwards on to L., at same 
time swing half left wt ee eee 


Point r. heel forward ant sa. Sg Sane 


15.—CARRE (Savare). 


Step k. across 1. foot wes .. Count... 1 
. tosider. ,, sets big any ” aan 2B 
» R. across L. ,, cp: ise, 8 
». 1. quarter circle to R. (facing nt 
right angles) to starting position ,,  ... 4 

J 


Step to side k. with rR. Be a 
. L. across front of R. ... mae. me. ate 9 
» to side R. sa i i 
», forward... turning quarter cir ale 
to get the next right angle ee a: OS 
Step R. across front ‘Of dase at ek ome BP 
» to. side sie an Aas = gp'e goa! SIG 
4, B. across behind | bx. - eee gl 
» to. with L. and turn quarter 
circle i ie aie ue a. ads 
Step tor. with r. ... cine isp? ae ean AB 
», 1. across front of nr. ... ar 14 
Lean on x. foot - 15 


Rise up on. to extend body we 7 ~ 16 


In this figure the couple make an absolute syuare on 
the floor. 
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THE MAURICE TANGO. 


The Maurice ‘Gango. eee 
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Society * TAnGo. aaups 


By THURLEY BEALE and W. F. HURNDALL. SSS — 
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SOCIETY TANGO. 
A New Roind Dance for the Ball-room. 
Arranged by W. F. Hurnpatt. 


Tuts dance is in 6 variations, each variation occupying 
4 bars, to a 24-bar strain of music, 2-4, rather slow. 
Inrropuction: Curtsy and bow to partners; take 


up position. 4 bars. 

Lady and Gentleman face line of dance, Gentleman’s 
right arm and shoulder behind Lady’s left shoulder, 
Lady’s right wrist held in Gentleman’s right hand 
about the height of her shoulder, Lady’s left arm 
across the front of Gentleman, Lady’s left wrist being 
held in Gentleman’s left hand; the left hands are 
slightly higher than the right, the Lady’s two hands 
drooping. Partners stand erect in a 3rd position, 
right foot in front. 

It is essential that easy, graceful movements should 
be maintained throughout the sir parts of the dance, a - 
willowy sway with slight motion of the hips, while at 
each bar during the parts heads and hands sway in 
time with the music. 

The Gentleman holds the Lady by the wrists from 
start to finish. 


Part 1.—Forwarp MoveMENT AND PROMENADE. 


Both step forward with 
right foot, transferring 
weight—count one; bring 
left foot forward to a 4th 
position, point, touching 
floor with the toes, knee 
slightly bent—count two 1 bar. 
Raise left foot, extend 
slightly, bring it to floor, 
transfer weight—count 
three; bring’ right for- 
ward to a 4th position, 
point, touching floor with 
the toes, knee slightly bent—count four ... L bar. 
Repeat, counting five, sir, seven, eight 1. 2 bars. 


35 4 bars. 


Parr 2.—LarerAL Oross-over Step. 


with right, transferring 
weight (cross4th position ) 
—count one; point left 
foot toside (2nd position), 
toes touching floor, 
slightly turned forward, 
bodies swaying to right, 
left hands raised—count 
two wae ma : 
Repeat, moving to right, 
commencing with left 
foot—count three, four... 
Repeat, moving to left, commencing with 
right foot—count five, six oat ae 7 

Bring left foot across right, transferring 
weight (cross 4th position)—count seven ; both 
turn inwards, finishing in a 3rd position, 
Lady’s /eft foot and Gentleman’s right foot in 
front, Lady turning under her right arm, 
Gentleman reversing his hold of Lady’s wrist, 
both erect facing each other—count eight 


Parr 3.—GtLIssADES FORWARD TO LINE 
DANCE, AND BACK. 


Both slide forward, 
Lady with right foot, 
Gentleman with left foot, 
knee bent, both bodies 
leaning towards line of 
dance, weight over the 
forward foot, front hands 
held straight out, back 
hands raised —count one ; 
close rear foot to front 
foot—count two... sie 

Repeat the whole— 
count three, four seis 
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Both step across left 


. 1 bar. 


1 bar. 


. 1 bar. 


. [pbar. 


1 bar. 


Uwe ile bringing up rear foot on fourth beat 
both pivot inwards quarter-round, changing 
position of hands and body. } 


Repeat going back, Lady starting with left 
foot, Gentleman with ee foot—count ine 
six, seven, eight ... i .. 2 bars. 


[On the eighth beat finish i ina rd ibis 
Lady with left foot, Gentleman with right foot, 
in front. } 


4 bars. 


Part 4.-—Cross aND WALKING Sree TOWARDS 
Ling or Dance, AND BACK. 


Both step across, Lady 
with left foot over right, 
Gentleman with mnght 
foot over left, transfer 
weight with a slight bend 
in both knees (cross 4th 
position), front hands 
held low, back hands 
raised, and turning to- 
wards line of dance— 
count ore; take two 
walking steps forward ; 
Lady starts with right 
foot, Gentleman with left (count tio, three), 
Lady pointing right foot, Gentleman left (4th 
position), at the same time both pivot quarter 


inwards—count four... 2 bars. 
Repeat the whole going back—count fie, 
siz, seven, eight... 2 bars. 


[On the eighth beat both CaN hates finish- 
ing with her back towards line of dance, 
Gentleman facing it, Lady’s toes and Gentle- 
man’s heel raised from floor, Lady leaning 
slightly back, Gentleman forward, arms both 
extended to side, left hands higher. | 


4 bars 
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Parr 5.—Stow Wak FORWARD. 


Lady steps back left 
foot, transferring weight, 
with knee slightly bent, 
right toes raised, heel 
on floor. Gentleman at 
same time steps forward 
right foot, transferring 
weight, with kneeslightly 
bent, left toe on floor, heel 
raised. Bothsway slightly 
to Lady’s left, Lady’s 


man’s left hand raised, 
the other hands lowered, extended to sides— 
count ove. Remain in same position—count tio 


right hand and Gentle- 


1 bar. 


Repeat, Lady commencing with right foot, 


Gentleman with left foot-— count three, four ... 
Repeat the whole—count fire, sir, seven, eight 
[On the eighth beat finish in a third position, 

Lady and Gentleman facing each other with 

right foot in front. ] 


1 bar. 
2 bars. 


4 bars. 


Parr 6.—GuissADES TURNING IN CIRCLE. 


Macs Both point left foot to 
-, gide, toes on floor, 2nd 
position — count one; 
quarter pivot, bending left 
knees, transter weight and 
bend body over lett foot ; 
close right foot to left, 5th 
position, swaying body 
over to right—count tio 
[ Lady’s right and Gen- 
-tleman’s left hand raised. ] 
Repeat — count three, 
Jour, five, six, seven, eight 
[On t the eighth beat both turn to face line 
of dance, 3rd position, right foot in front, 
changing position of hands, Lady’s right wrist 
in Gentleman’s right hand, leit in left. ] 


Total, 24 bars. DPepeat the whole wd Ha. 
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1 bar. 


3 bars. 


4 bars. 


TANGO MUSIC, 


By Arruur pr Bronce, 


Composer of “ Among the Daffodils,” “Fallen Roses,” and 
“Down the Danube” Valses; of “ Carancho,” the new 
Argentine Tango, &c 


I regret I am not in a position to follow the example 
of the gifted ladies and gentlemen who precede me in 
this work, and perhaps it is as well it isso. If I could 
tell composers how to write music for the Tango as 
clearly as these professors teach their. readers how to 
dance it, I might seriously disturb the laws of supply 
and demand. But one or two misconceptions concern- 
ing the Tango I may assist in removing, and by doing 
so justify my intrusion here. 

here are two popular fallacies about Tango music. 
One is that all Tango tunes are tuneless; another is 
that no one who has not Spanish blood coursing 
through his veins can compose a successful Tango 
melody. 

The success which has attended Richard Farban’s 
“‘ Belle Créole,” Sydney Baynes’ “ Bella Parana,” and, 
though it is only just published, my own “ Carancho,” 
proves that Englishmen can, and do, write Tangos 
which appeal to dancers. 

As regards the first complaint, though it may be 
true that some of the earlier Tangos were all time and 
no tune, some very pretty melodies are now on the 
market. Much of the so-called absence of tune is, I am 
sure, due to the fact that many of the bands have not 
yet discovered how to play the Tango. 

I first saw the Tango danced in Paris some twelve 
years ago, and the dance had such an interest for me 
that soon after I was dancing it myself, though, at the 
time, either its character was too foreign or its move- 
ments too intricate to achieve any degree of popularity. 
But the impression made then remained with me and 
led me, on the dance being introduced in London, to 
try my hand at a Tango tune, with “‘ Carancho”’ as a 
result,’and"in jits composition my earlier knowledge of, 
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and liking for, the dance, with its peculiar rhythm 
and accentuations, proved of great value. 

A Tango must not be played so slowly that it 
appears to drag, and at the same time it must not be 
played so quickly that the dancers have to hurry over 
their steps. To me, so far as tempo is concerned, there 
is only one description, viz., Andante moderato. 

The tunes to which this dance is done are written in 
Spanish or Habanera time, of which a very famous 
example is to be found in “Carmen.” This is 2-4 time, 
with two beats to the bar. The Habanera feature is to 
be found in the bass, where the bar consists of — 


First beat: a quaver, a semiquaver rest and a 
semiquaver, or, 
a dotted quaver and a semiquaver. 


Second beat : two quavers. 


When playing Tangos on the piano, one must re- 
member and realize that a smooth touch is absolutely 
essential, and there must be an avoidance of all staccato 
effect, particularly so far as the right hand is concerned. 
The true pianist watching the dance will at once 
understand the value of this advice, because only by 
such means can the melody and the dance be made to 
synchronize in character and the music prove not only 
of assistance to the dancers, but assist materially to 
their enjoyment. 
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CARANCHO. TANGO ARGENTINO. 


MISS MEXICO TANGO. 
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LA MARQUISE TANGO. 
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.THE DREAM TANGO, 


THe Dream Tanco. 


DANCE. Ne ee ke 
By URIEL DAVIS. ap Pp ee ee = 
Featured by MAURICE & FLORENCE WALTON. — ew Bear 
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THAT SWAYING 


TANGO. 


_Mo derato. 
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